Figure 4.1 Mural depicting the martyrs of the Ultras Ahli football team on Mohammed Mahmud Street
Source: All photographs by Mona Abaza always in the square from the start of the revolution and sided with both the revolutionaries and the paid thugs. Many were unfortunately victims of the violence. All this adds to the image of the square as a space that resembles a bazaar or popular market. It also reminds us of the popular saints' days that are always accompanied by festivities in those markets.
Evidently, Cairo has been witnessing tumultuous and fascinating moments and struggles over the conquest of public spaces. The sanīyya -the center, the circle or the roundabout in the middle of Tahrir Squarecontinued throughout 2011 to epitomize the physical and symbolic seizure of power for both the revolutionaries and the military. But the struggles have extended far beyond the sanīyya to not only include other public squares (like 'Abdiin and Sulayman Pasha when Tahrir was either becoming too dangerous or had been re-conquered by the army, which evicted the protestors), but also incorporate protest graffiti on the walls. The idea has been to spread the spirit of Tahrir to all of the squares of Egypt. It is those struggles over public space that this diary records.
Segregating walls, zoning
Whether the revolution has succeeded or not -many believe that it is best to define it as incomplete -Tahrir Square did trigger a powerful process for advocacy of freedom and democracy by reshaping street politics. The effective power of public spaces has been discovered as a useful means of putting pressure on the military junta. The square became the space per se for contestation, for grieving and for public performance, painting and filming. Tahrir triggered a new visual culture. It became the spot to film and to be filmed, as well as being a space in which to see others and to be seen.
This new public culture is reformulating a novel understanding of public spaces as spaces of contestation, of communication of artistic expression or public interaction, and as spaces of the "spectacle," as my colleague Samia Mehrez has argued in Global Dialogue (Mehrez, 2012, pp. 4-5) . The offline world here has been interacting with the world of the online, which has been given a free hand via the growing significance of YouTube postings of photography and documentary films that are then screened or exhibited in public spaces. YouTube posting has allowed large audiences of Facebook members to follow the events on Tahrir by the minute. This is certainly transforming the visual landscape and people's behavior in public spaces. Yet, this public culture is emerging as part of a reshaping of the city, which is in a precarious moment under military rule.
This reshaping could be characterized by two parallel phenomena. On the one hand, the city is witnessing localized war zones that are followed by the erection of barriers, barricades and controlled areas. The Supreme Council of the Armed Forces (SCAF) seems to think it can solve the problem of confrontations with the protesters by erecting isolating walls, and spreading internationally sanctioned lethal gas and teargas, which not only render mobility impossible but also make daily life in the downtown area surrounding Tahrir Square simply unbearable for its residents. The walling of entire areas also paralyzes the economic life of the small shopkeepers, coffee shops, taxi drivers and the large downtown informal economy. That is why it is often the residents who demand the removal of these barricades erected after violent clashes (Egypt Independent, 2012) (Figure 4 .2).
The walling, as a buffer zone between protesters and the police, was first implemented in November 2011 in Mohammed Mahmud Street. This was when more than 40 protesters were killed by the police after the Central Security Forces used extreme violence to push them away from Tahrir Square. What inflamed people's anger was the violence used against the martyrs' families who were squatting in the square. More walls were later erected in December 2011 after the protests in front of the Cabinet Building because of the contested appointment of Minister Ganzouri by the SCAF, which led to even more violent clashes and the burning of l'Institut d'Égypte. This incident led to many more deaths. The security forces then constructed another wall, completely blocking Sheikh Rehan Street, parallel with Mohammed Mahmud Street. Also another wall, blocking Kasr al-'Ainy Street, was erected, and so on. By February 2012, the number of walls around the area of Mohammed Mahmud, Noubar and Mansur Sheikh Rehan streets had reached eight, not to count the wired zones in front of the Ministry of Interior, and the blocking tanks and large green police vehicles (Trew et al., 2012) .
The military has learnt its lesson from the frozen moment of the 18 days of January 2011, which paralyzed the entire city and thus was effective in the downfall of the regime. Now they are countering the revolutionaries by "zoning" and squeezing the protesters to segregate them in limited spaces of war. This is also a tactic to blame the revolutionaries for paralyzing downtown, while "normalizing" the rest of the circulation, and the business and bank sectors of the city.
Erecting and destroying walls (in February 2012 the protesters managed to tear down the Mohammed Mahmud wall that had been erected in December 2011) has become a powerful symbol of oppression as well as of resistance. Zoning goes together with dividing the city into two spaces: the normalized versus the war zone. It is also one way of making citizens acquainted with violence and rendering it a banality, which one has to cope with on a daily basis. And certainly walling the city brings immediately to mind the analogy with the occupied territories in Israel and the segregation of populations experienced there.
The urge to document, archive and film the revolution
The revolution triggered a strong wish to document, classify and record every moment experienced in Tahrir. Amongst other initiatives, a group of historians headed by Khaled Fahmy from the American University in Cairo (AUC) called themselves the Committee to Document the 25 January Revolution. It is their intention to make documents available to everyone, which has not been the case so far. The AUC has created another archive that is collecting the testimonies of the revolution (Shenker, 2011 Tahrir continues to be the greatest inspiration for photography. AUC Press has already published three photography books and a calendar in less than six months following the revolution. Also, numerous exhibitions took place at various cultural centers, private art galleries, universities and state institutions, in addition to the courageous and inspiring work of many activists, bloggers, photo journalists or simply amateurs who displayed the most eye-catching photos of Tahrir via Facebook and blogs.
This reveals two points. First, the status of photography is undergoing a fascinating positive evolution in Egypt, after long decades of marginalization, suspicion and association with either "spying" or debasing the "locals" by making them into curiosity objects. Photography was rather devalued as a practice mostly restricted to the privileged Western exotic gaze. Tahrir made it possible for the Egyptian masses to appropriate photography and democratize it, paradoxically with the very tools of mass culture. The square became the "spot" for taking photos and for being photographed and filmed. It became the Mecca for ordinary people to take a pride in being photographed with mobile phones, which are affordable today for even the poorest classes (Figure 4 .3).
The sit-ins, the marches and the demonstrations have attracted ever-increasing coverage by local and foreign photographers and journalists from newspapers such as Ahram Online, al-Masry al-Yawm and al-Shurouk. Some of these people lost their lives or their eyes during the Mohammed Mahmud and Mansur street events of November 2011. More recently, photographer Salma Said, an activist from the group Mosireen ("We Are Persevering/Insisting"), a group which promotes the idea of "film activism," was peppered with over a hundred birdshot pellets to the face, stomach and legs when she stood against the police on February 5, 2011 (Shukrallah, 2012) . Also, the numerous exhibitions that have taken place during the past few months open up questions for the future about how photographic displays -as collective, collaborative works with multiple and yet merging narratives and paths -might be displayed in novel ways in public spaces and street installations. Particularly fascinating was the collective exhibition by 14 photographers at Gezira Art Center entitled PeopleThe Red Line on November 16, 2011, which documented the revolution, not only in the square and its surroundings but also through its impact on the daily life of the poor. Some photos were shot one year before the revolution in demonstrations, strikes and churches after the killings of Copts. They are premonitions of what unfolded in January 2011 (Khallaf, 2011) .
Public screenings and performances
Collective street paintings have become more common than ever before. This has triggered new ways of looking at public installations, such as the one-minute time-lapse online video produced by Pierre Kattar of the Young Artists Coalition's Tal'aat Harb Mural (Kattar, 2011) .
El Fan Medan ("Art/Square" or "Art is the Square") is an endeavor undertaken by the Independent Cultural Coalition that advertises itself as "A cultural coalition in the squares and the streets of Egypt" (Magdy, 2011) . The foundation has been very active in promoting public performances and exhibiting artworks in public squares all over Egypt. For example, after the November 2011 clashes in Tahrir, painter Mohammed Abla managed to exhibit a series of paintings entitled Wolves, which was a direct attack on the violence perpetrated by the military and security forces. It was a forceful act. In his painting we see the memorable dragging of the female protester along the ground by the police, so that her clothes were stripped to reveal her blue bra. Mohammed Abla was only able to exhibit his paintings for one day at 'Abdiin Square on the first Saturday of January 2012. He then exhibited it briefly in Tahrir (Figure 4.4) .
YouTube videos gained such prominence not only through Facebook but also elsewhere on the Internet and via iPhones. Hundreds, if not thousands, of inspiring and imaginative YouTube songs, short comments, jokes, cartoons and artworks defending the revolution have been circulated. A wonderful collective work appeared on YouTube produced by numerous actors who narrated in a lyrical style the moments of the revolution in their clip entitled Baladna bil Masry; "Operette Hikayat al-Thawra." (Operette the Story of the Revolution) Taxi Band Magnoon is an anti-authoritarian, sardonic song about madness and sanity (why is it madness if one wants to transform the country?) (Taxi Band Magnoon, 2010) .
The idea of creating a Tahrir cinema was born, followed by instituting "an archive of material and footage . . . to be stored in a public place," as explained by an article in Ahram Online (Abdel, 2011) . All of these public performances coincided with the remarkable popularity of the TEDex Cairo Talks, which were conceived to encourage visionary perspectives and inspiring story telling (TEDx Cairo, 2012) . They are yet another form of public performance. Amongst the most inspiring speakers was Google executive Wael Ghonim, who set up a Facebook page memorializing a victim of government violence (Ghonim, 2012) . Also powerful was Bassem Youssef, another sardonic, brilliant YouTube contributor who documented the Tahrir days in his peculiar highly ironic style, reaching out to thousands of viewers from a tiny room, which he divided into his studio and a space for hanging up the family washing (Youssef, 2012) . Beautiful and ironic Monatov is a young female YouTube video maker, who exposed the lies and madness of the media in the first days of the revolution in her videos Aqwa Aflām al-Mawsim ("The Most Powerful/or Pervasive Films of the Season") and GaddafiLeaks, in which she produced a biting parody of Gaddafi (Monatov, 2011a, b) .
All of these examples have a common denominator: they are inventing new public spaces, which are merging with the virtual imaginary. These are public spaces that are produced through collective performances and actions. By displaying in public the grievances, demands, performances and knowledge for "public archives," as a form of knowledge for which "nobody needs permits anymore," as filmmaker Omar Robert Hamilton stated (Abdel, 2011) , these practices converge toward new ways of imagining and practicing democratic advocacy. These novel practices are associated with public visibility and imagery through collective performances in which humor is sovereign. They remain most dreaded and uncontrollable for authoritarianism, since history tells us that humor has always been authoritarianism's nemesis.
H . akaawi al-tah . rir ("Tahrir Monologues") is one of the most moving performances. A group of some 18 young women and men narrate their own experiences during the 18 days of Tahrir in January 2011. On stage, each actor recalls the minute details, the fear and angst, and the attacks and retreats that they experienced during the deadliest days of brutality and violence. The idea came from Sundus Shabayek, a young journalist in her early 20s whose message is that this revolution was not just about reporting but about being involved in making the revolution. The group has been performing in various parts of Egypt, including in bookshops and theaters.
Kazeboon ("Liars Campaign, or the Generals are Liars Campaign") is another significant endeavor launched by a group of activists to propose a counter-narrative to the SCAF and to expose the violence by screening footage of the army's torturing and killing. The availability of the videos through YouTube allowed them to be shown all over Egypt. Kazeboon was screened in ordinary neighborhoods as well as middleclass suburbs. The organizers often encountered opposition from the police and paid thugs, who attacked them and stopped the screenings (Rashwan, 2012) . Especially interesting is that people's reactions to the Kazeboon films were filmed and included in some of the YouTube videos that were screened elsewhere. Some screenings triggered violent reactions and a state of bewilderment because the videos are a direct attack on the army. The counter-revolution has been feeding on the sentiment that the army is the only remaining institution that holds the country together, so to attack it would mean to destroy the country. However, it is clear that such performances did trigger pro-revolution sentiments as well as anger and clashes with the campaigners.
Kazeboon was also aired by the al-Tahrir pro-revolution TV channel, led by talk show presenter Dina Abdel Rahman. As a result, her program was axed without her even being notified, an incident protested against by the Arab Network for Human Rights Information (2012).
Graffiti
Graffiti has undergone a fascinating boom in Cairo and Alexandria since the ousting of Mubarak. Newspaper articles, exhibitions, talk shows and installations have all focused on clandestine street art and artists. Multiple publications will surely soon emerge offering compilations of the differing graffiti styles that are overwhelming the city of Cairo (Figure 4.5) .
Be it the pro-revolution installations and art exhibitions that took place in Europe, or the fantastic sardonic graffiti which blossomed in the city and whose success one can follow on the Facebook page "Revolution Graffiti" (2012), I am glad to say that none of these subcultures can simply be suppressed by military orders, or the vehement endeavor of neurotically repainting the walls every second day. Graffiti is perceived as an underworld clandestine art; it is a forbidden act for those wanting to establish public order and cleanliness and defend official culture. Yet, it is one of the most fascinating means of disseminating dissenting ideas and innovative images while maintaining anonymity, because it is often drawn without any signature. Who would have believed that the monumental administration building, the colossal Mugama', could have been turned into the ideal space for expressing creativity and dissent? Who could have imagined colorful and ironic anti-government satirical paintings on Mugama's walls? Who would have believed that we can speak today of a specific "Mugama' Graffiti" that has caught the attention of many, including the downtown visionary Pierre Sioufi, who is known for his courage in sheltering hundreds in his flat to view Tahrir during the revolution (Cohen, 2011) (Figure 4.6) .
Graffiti is also a major theme handled with great intelligence and sensitivity in the recent film by Ahmed Abdalla, Microphone (2010) , which has already won several awards. English slogans interplay with Arabic language, placards, public drawings, public demands, joke after joke, painting one's body and face as a site for protest, making one's body an iconic site, and continuous occupation -all these reveal how public space and with it public expression is taking a new turn.
The "blue bra" of the unknown female protester has turned into an iconic symbol since December 2011. In Tahrir, a veiled female protester was stripped of her black cloak and kicked in her belly by a soldier's boot. Millions watched the humiliating act of her being dragged along the ground, exposing her blue bra. Since then the city's murals and barricades have been filled with hundreds of blue bras. Ironically, the blue bra has turned into a symbol of national contestation against the SCAF ever since some Salafi shaikhs and pro-Mubarak talk show speakers used the blue bra to smear her as a prostitute who deserved to be beaten up and stripped naked in public. These counter-revolutionaries evidently ignored the simple fact of the violation of human rights, not to mention that none of those shaikhs ever thought about the fact that it was a public humiliation that targeted specifically women. In fact, what they implied was that any woman in the street ought to be assaulted because she chose to be in the street and a woman's place is, selfevidently, in the home. These horrifying statements were then turned against them, to become the butt of jokes and biting comments. This led in December 2011 to one of the most significant women's demonstrations against the SCAF policies, policies that have only led to the systematic escalation of sexual harassment, rape, gender humiliation and violent attacks on protesters. The blue bra then abounded in so many works of graffiti and became a major theme for several artists (Figure 4.7) . If one were to compare the many murals around the city, one would realize that Egyptian cities are today witnessing a rich variety of highly sardonic and imaginative styles for conveying political dissent. Recently, graffiti artist Keizer has attracted much attention from the press for his powerful images combining direct and witty slogans. What grabbed me most is a statement in Arabic: "If you are not part of the solution, you are part of the problem." His recent sardonic portraits of former pro-Mubarak Minister of Antiquities Zahi Hawass were accompanied by statements such as "traitor to the Pharaohs." As for the famous actor 'Adel Imam, who expressed anti-revolutionary sentiments in January 2011, Keizer drew a portrait of him, followed by the comment, "Rāh . et 'Alyak ya Zaim," ("You have missed the bandwagon, leader"). The former Minister of Interior Habib al-'Adly's portrait is accompanied by a rhyming sentence: " 'Adl al-Nahārdah ya 'Adly" ("Justice today 'Adly"), playing on the words 'Adl (justice) and 'Adly (derived from the word for justice). His jokes are short and to the point.
The Sad Panda is another piece of graffiti found all over the city. It became famous with the following slogan: "al-mushīr mikhallīni hazīn akthar" ("the general makes me even sadder"). Another rising star is Ganzeer, who was arrested with two other artists in May 2011. The arrests made him even better known for his daring drawing of a huge tank standing in front of a cyclist carrying a large tray of bread over his head. Ganzeer was detained mainly because he posted a sticker of the "Mask of Freedom", which must have infuriated the SCAF (Ganzeer, 2011 (Ganzeer, , 2012 ; see figure 8) (Figure 4 .8).
But this was not the end. On May 20-21, 2011, Ganzeer launched a successful campaign that he called "The Mad Graffiti Week," which was picked up and resulted in hundreds of anonymous graffiti that filled the city (El Hebeishy, 2011).
Mohammed Mahmud Street
Mohammed Mahmud Street is one of the main streets leading to Tahrir Square, which includes one of the main entrances to the old campus of the AUC. This street will remain a memorable space for the revolution because it witnessed a series of the most dramatic and violent moments during last November, December and February. It has been renamed by the revolutionaries as shāri ' 'uyun al-h . urriyyah ("the street of the eyes of freedom") after so many protesters lost their eyes to the officer and sniper who targeted the protesters with such precision (Figure 4 .9).
The street also witnessed the erection of an isolated cement block wall in December 2011 that cuts it down the middle, and then the destruction of this same wall in February 2012 by the revolutionaries and the residents. More importantly, though, throughout 2011, the wall of the old campus of the AUC witnessed fantastic mutations on a weekly basis. These transformations were epitomized by a war about painting the walls -a war between the graffiti painters and the military forces, who repeatedly whitewashed the walls in a hopeless attempt to eliminate the mocking slogans and drawings. If the SCAF still has the upper hand in running the country, on the symbolic level it has lost the respect of the street. The evidence is graffiti, which has been relentlessly ridiculing and insulting the establishment on these murals. Apart from mockery, the theme of commemorating the martyrs is the most moving aspect of these artworks (Figure 4.10) . The November and December events on Mohammed Mahmud Street and in its surroundings led to significant looting of the headquarters of the AUC and the wounding of several of its helpless security guards. Afterwards, the wall was built even higher and meticulously painted and repaired for the festivities after the first anniversary of the January 25 revolution. No sooner than January 26, 2012 dawned than the wall was once again beautifully repainted with fantastic mocking murals (Figure 4.11) .
Not a single day passed without whitewashed walls being refilled with fantastic anti-SCAF drawings and simple insults. When the protesters were gassed, graffiti appeared with protestors in masks; when snipers targeted their eyes, numerous one-eyed victims were painted; after the massacre at the football match in Port Said, the martyrs of the Ultra Ahli football team were painted as angels resting in heaven, or being carried in a sarcophagus in an ancient Egyptian-style death ceremony. Mohammed Mahmud Street seems to be turning into a temple, or rather a "memorial space," visited repeatedly to be photographed, just before the graffiti is whitewashed away again. It is also becoming a space for posing to be photographed against its fantastic murals. On February 24, 2012, the walls of the street were whitewashed for at least the tenth time. Only the Ultras' mural of the martyrs and the Pharaoh paintings located near the entrance of the AUC gate were left intact, but, as usual, no one knows for how long this will be the case (Figures 4.12-4 .14).
The marches
From the very first day of the revolution, the marches were crucial in mobilizing people to reach Tahrir. On the first anniversary of the revolution, millions poured into Tahrir to convey the message that they are willing to challenge the junta. An amazing number of marches, reaching 25 that came from all the corners of the city, overwhelmed the square.
To mark the January 25, 2012 march, a map was distributed via Facebook explaining the departure points and itineraries of all the marches throughout Cairo and how these would reach Tahrir Square. Al-Ahram Online also provided a map with all of the marches, the meeting points and the itineraries.
These marches have remarkably increased during the past three months, in particular after the October Maspero massacre of Coptic protesters. They reveal a sophisticated level of organization and great effectiveness in attracting people by calling upon those standing on the balconies to come down to the street. Many protesters carry striking written messages and symbols. The march of January 25 departing from Mustafa Mahmud Mosque in Mohandessin Quarter was even more impressive after several other marches from other neighborhoods merged with it. The march was synchronized with loud speakers, compelling slogans and large drums. A significant number of the demonstrators had extremely impressive masks of the faces of famous martyrs, like Khaled Said (who was killed by officers in Alexandria and was a symbol that triggered the January revolution), Sheikh Emad (a learned Azharite religious scholar who was killed in the events on Mohamed Mahmud Street), and Mina Daniel (killed in the Maspero massacre), as well as the "V for Vendetta" mask that was previously attacked by the Muslim Brotherhood newspaper for instigating chaos and anarchy. The Muslim Brotherhood newspaper's campaign against the "V for Vendetta" had misspelled the "V" as "B" and called the mask "Bendetta." To the Muslim Brotherhood's misfortune, the revolutionaries did not spare them from a torrent of jokes about their ignorance. The next march on Friday February 3 was even better organized. It was a morning march in commemoration of the 74 victims of the Ultras football team murdered in the stadium at Port Said while the police stood idly by. It was guarded by a long cordon of men from the front, and the back was protected by cars and another long cordon of men holding hands who were doing their best to ensure that the march would not be infiltrated by thugs who would then systematically attack the demonstrators. Slogans, placards and blown-up photos of the children who died in the incident led the march. Graffiti artists accompanied it and drew on the ground and the walls. Most interesting, a film crew on top of a van recorded the event (Figure 4.15) .
By way of a conclusion
The point of no return is being felt more than ever in the transformation of the psychological mindset of Egyptians, thanks to the mesmerizing power of having succeeded in the insurrection against tyranny. And if there is visible evidence of this transformation, it is, I think, most pervasive in the cultural sphere. It is expressed in the blossoming and daring youth subcultures and artistic expressions, which Tahrir magically released. These have opened new visionary paths and dreams that will be difficult to suppress. The rap musicians; the zār singers experienced during the last days of the revolution; Rami Essam; the producers of "song of the revolution" spread via YouTube and then appropriated by national TV channels; the newly created numerous music bands; the sardonic slogans; the rhymes and fantastic improvised poetry; the drawings, writings and placards that mesmerized the entire world -fortunately, none of these subcultures can simply be suppressed by military orders or by repainting walls.
A major achievement of the revolution has been that it allowed the re-invention and valorization of public spaces, through not only the act of protesting but also a new dimension for self-expression and communication in the public sphere.
However, the revolution's final victory remains undecided. The obvious violations of human rights demonstrate that the forces of the counter-revolution will remain pervasive for some time. Their violence is clearly against not only the revolutionaries but also the public performances, new emerging youth subcultures and peaceful artistic expression. The public sphere still remains a precarious domain that can be very quickly suppressed as long as the junta continues to have the final say over civil society.
